The Passionate Pilgrime-attributed to Shakespeare on the title page but in fact a miscellany with 20 poems by various hands, with versions of Sonnets 138 and 144 and three poems from Love's Labour's Lost-went through three editions from 1599 to 1612. 3 The success of Venus and Adonis made of it his bestselling work, its 16 editions by 1660 placing it ahead of 1 Henry IV with nine editions and Richard III with eight. The Sonnets, in contrast, are in the small group of Shakespeare books-with Much Ado about Nothing (1600), The Second Part of Henry IV (1600), and Troilus and Cressida (1609)-that failed to receive a second edition inside 25 years. 4 By comparison, no fewer than 20 Shakespeare playbooks and poetry books published in his lifetime were reprinted at least once inside a quarter century.
These figures, which document the popularity of Shakespeare's poetry in the early modern book trade, are not new, but they have never been fully contextualized. We argue that an examination of the popularity of poetry books in the book trade is necessary to come to a better understanding of the status of Shakespeare's printed poems in their own time. The context on which we focus is that of English poetry books first published between 1583 and 1622, a period which includes and frames the years of Shakespeare's career from the early 1590s to about 1612. How popular were poetry books published during this period? What were the best-selling poetry books of the period, and how do they compare to Venus and Adonis? How unusual is it for a poetry book to be reprinted 15 times (like Venus and Adonis), or not to be reprinted at all within a quarter century of original publication (like the Sonnets)? With nine and three editions respectively, how comparatively popular were The Rape of Lucrece and The Passionate Pilgrime? We also contextualize the question of popularity by focusing on genre: a considerable number of sonnet collections were published in the late sixteenth and early seventeenth century, so what can we gather about the book-trade performance of Shakespeare's Sonnets if we consider them in the context of similar books? As for Venus and Adonis, what light is shed on Shakespeare's narrative poem if it is placed amidst the publication history of its generically most closely related poems? These are some of the questions we will try to answer. 5 3 The Rape of Lucrece appeared in quarto in 1594 and in octavo in 1598, 1600, 1600, 1607, 1616, 1624, 1632, and 1655 . As for The Passionate Pilgrime, the title page of the only extant copy of the earliest edition, in octavo, is lost; the other two editions, also in octavo, are dated 1599 and 1612. For The Passionate Pilgrime, see Complete Sonnets and Poems, The Oxford Shakespeare, ed. Colin Burrow (Oxford, 2002) , 74-82, and Shakespeare's Poems, The Arden Shakespeare, ed. Katherine Duncan-Jones and Henry Woudhuysen (London, 2007) , 82-91. The 67-line poem 'The Phoenix and Turtle' appeared in Love's Martyr (1601), attributed to Robert Chester on the title page, a book of some 200 pages of which the Shakespeare poem occupies no more than three. Love's Martyr can thus not be considered a Shakespeare poetry book. 4 The texts of these three plays were of course reprinted in the First Folio (or, as in the case of Troilus and Cressida, a slightly different version of the text), but they received no second edition as quarto playbooks. For the success of Shakespeare's quarto playbooks in the book trade of his time, see Lukas Erne, Shakespeare and the Book Trade (Cambridge, 2013) . 5 Note, however, that our figures cannot claim to be a good guide to poetic production in the period because they include reprints of poetry written and first published before 1583.
Apart from shedding light on the publication history of Shakespeare's poems, our article has a second, broader ambition, which is to evaluate the popularity of late sixteenth-century and early seventeenth-century poetry books in relation to the book trade more generally. Important work has been done by Peter Blayney and, jointly, by Alan Farmer and Zachary Lesser on the popularity of playbooks in the same period, and our essay builds on this to extend the analysis to poetry. 6 By applying some of the questions they have asked about playbooks to poetry books, concerning market share, reprint rates and publication patterns, we hope to arrive not only at an insight into the book-trade popularity of poetry but also at an instructive comparison of what early modern publishers and book-buyers made of the two genres of early modern literature which are most studied today: poetry and drama. 7 Poetry Books in Print, In order to chart the history of poetry books in print in the late sixteenth and early seventeenth century, we first need to determine what constitutes a 'poetry book' for the purposes of the present article. There may occasionally be some doubt as to whether a play was written for commercial public performance and should thus be counted among the 'professional plays' on which Blayney and Farmer and Lesser's counts are based. 8 Yet on the whole, it is easy enough to identify playbooks. With poetry books, things are more complicated. The publications of Thomas Churchyard, for instance, are often generically hybrid and contain substantial quantities of poetry and prose. In borderline cases, we have decided about inclusion or exclusion on the basis of relative quantity, a predominance of poetry in a book leading us to classify it as a 'poetry book'. If, on the other hand, a book chiefly we do not include it in our count of poetry books, even if it contains noteworthy poems. We take the word 'book' seriously insofar as we do not include single-sheet folios (or 'broadsides') in our count, which means that ballads and epitaphs published in such format are not counted. We focus on poetry in English, published in England and Scotland, 9 so we include the various translations of Homer, Virgil, Ovid, and others but no editions in the original languages. 10 We include religious poetry of various kinds, such as devotional verse, meditations in verse, poetry engaged with the art of moral instruction, as well as verse adaptations of Biblical material, though not the psalms (which are a special category).
11 Nor do we count books of music which include lyrics. Apart from these exceptions, we impose no restrictions on contents (fictional or non-fictional) or subgenre: all books whose content is non-dramatic and chiefly in verse rather than in prose qualify for inclusion.
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As we discovered, early modern books of poetry had fluid afterlives. In several cases, often involving the best known poets of the period, the second and following editions of a work differ considerably from the first. Michael Drayton, for example, is well known to have been a compulsive reviser of his work, and although relatively few of his poems were reprinted individually, his popular volumes of collected poetry contain reprints of poems which often depart significantly from their original form. The expansion of Mortimeriados (1596) into the first part of The Barrons Wars is just one example of Drayton's 'laureate' practices. 13 Other authors, such as William Warner, used the reprinting of their poetry as a way of presenting 'augmented', 'enlarged', or 'corrected' versions. Warner's verse history Albions England (1586), for example, started life as a book that was 14 sheets in 9 Although these books do not fit the 'poetry book' criteria outlined here and as a result are not included in our analysis, additional poetry books written in the English language were also printed in mainland Europe. These include: STC 25438 (1586) which was printed in Leiden, STC 21359 (1601), which was printed in Antwerp, STC 11929 (1615 ), 12066 (1615 ), 12067 (1615 ), 11928 (1616 ), and 11930 (1616 , all of which were printed in Dort, STC 22963 (1616) and 22964 (1620), which were printed in St Omer, STC 20664 (1619), which was printed in Paris, and finally, STC 25185a.5 (1619) and 16690 (1620) which were printed in Germany. 10 Note though that we have included books in which an author has provided a facing page translation with an equal proportion of vernacular text (e.g., R. C.'s translation of Torquato Tasso's Godfrey of Bulloigne (1594), and William Crashaw's translation of Bernard of Clairvaux's Latin verse dialogue Querela Sive, Dialogus Animae et Corporis Damnati (1613)). 11 Regarding this particular subcategory of poetry books we have had to make decisions based on a process of categorization with which other critics might not agree; this resulted in the inclusion of devotional material that deliberately draws attention to itself as having been shaped by the hand of a poet (from basic metrical paraphrase to works more invested in the demonstration of literary skill). For more on the relationship between poetry and Scripture, see James L. Kugel, The Idea of Biblical Poetry: Parallelism and its History (Baltimore, 1981 ', 30) . However, they maintain that the number of lost playbook editions is likely to be too small to affect their overall argument ('The Popularity of Playbooks Revisited', [29] [30] . We believe the same applies to poetry books and our argument about them, given that neither the bibliographic makeup nor the social prestige of poetry books predisposed them to higher loss rates than playbooks. 
SHAKESPEARE AND THE POPULARITY OF POETRY BOOKS
After 1622 A Wife passed into the hands of other publishers and remained in print well into the seventeenth century. However, in spite of the work's longevity, we disqualify all editions but the first because the poem itself occupies a mere third of the book's contents from the first reprint. Table 1 lists the number of poetry books, in English, published per year from 1583 to 1622, and Table A1 in the Appendix A identifies the books by publication year and STC number. The second column of Table 1 provides the numbers of first editions published in any given year, whereas the third column shows the total number of editions per year, meaning first editions and reprints. Reprints include subsequent editions of poetry books first published before 1583. The overall number of poetry books published in the 40-year period is 1021, with 701 first editions and 320 reprints. These figures correspond to a yearly average of 25.5 poetry books, with 17.5 first editions and 8.0 reprints. Comparatively few poetry books were published early in this period, but after a steep rise from 1583 to the mid-1590s, the numbers remain comparatively stable, with considerable fluctuation from year to year but no substantial increase or decrease over extended periods. This can be illustrated by dividing the 40-year period into four slices of 10 years, the number of poetry books published in the first of these (1583-1592) being substantially lower, namely 125, than that in the subsequent ones, 284 (1593-1602), 277 (1603-1612), and 335 (1613-1622). The first 4 years, from 1583 to 1586, show the lowest yearly totals in the 40-year period, an average of nine poetry books per year. In the next 7 years, 1587-1593, the average yearly number increases by more than 65 per cent (15.0), with yearly totals ranging between 11 and 18. In the remaining 29 years, from 1594 to 1622, no single year sees the publication of fewer than 17 poetry books, and the yearly average rises to 30.3. This trend reflects a growing demand for leisure reading of secular texts in the final decades of the sixteenth century, on which H. S. Bennett commented as long ago as 1965.
19 1594 emerges as a key year in this evolution, with an unprecedented 22 first editions and 28 editions overall. This seems interesting for two reasons: in 1594, both of Shakespeare's narrative poems are in print, The Rape of Lucrece being newly published and Venus and Adonis reaching its second edition a year after the first. Moreover, 1594 is an extraordinary year not only for poetry books but also for playbooks, with an unprecedented flood of 18 new plays, probably occasioned by the reopening of the public theatres following prolonged closure owing to the plague. 20 What this suggests is that the evolution in the frequency of the publication of poetry books and playbooks (or, to put this differently, of poetry and dramatic poetry) may not have been entirely unrelated.
From 1583 to 1594, the average number of reprints per year is no more than 3.9, but as the number of poetry books suddenly increased in 1594 and 1595, 21 Reprints also made a considerable contribution to the 54 poetry books of 1613: they account for 17, the highest yearly number in the 40-year period. The greatest number of 'new' poetry books appeared in 1603, with 40 (though with no contribution by Shakespeare), and the reason for this peak is not hard to find: Queen Elizabeth's death and King James's accession. According to our count, no fewer than 23 of the 40 first editions appearing that year are occasional publications devoted to these topics. The year 1613, which comes close to rivalling the 40 first editions of 1603, similarly saw the publication of a spate of occasional poetry books, several of which are related to the death of Prince Henry or to the marriage of James I's eldest daughter Elizabeth to Frederick V. The peaks in the yearly number of poetry books can thus be easily accounted for and do nothing to contradict the point that from 1594 to 1622, the number of poetry books per year reveals no significant long-term trends.
22
The preceding figures have allowed us to chart the evolution in the supply over the 40-year period, but they say nothing about the market share of poetry books. For this, we need to compare the number of poetry books to the total number of English books published and sold in bookshops. Thanks to Blayney, we have a well informed estimate of what this number is: he examined all the numbers for the relevant years in Philip R. Rider's chronological index in the STC, omitting all variants, reissues, duplicate entries, and non-speculative books (i.e., books 'not printed for sale in bookshops'). 23 The remaining total gives us an accurate figure of the number of extant titles which constitute what Blayney calls 'the market': 2428 titles from 1583 to 1592; 2532 from 1593 to 1602; 3405 from 1603 to 1612; and 4077 from 1613 to 1622. 24 As these figures suggest, the market expanded considerably (by more than 60 per cent) from the second to the fourth of these 10-year periods. Given that the number of poetry books remained relatively constant during the same 30-year period, the market share decreased, which is what Table 2 shows. The 10-year period from 1593 to 1602 thus not only saw the arrival in print of Shakespeare, with his poetry books going through an astounding 13 editions, but also constitute the time when the market share of poetry was at its 21 The timing of increased investment in reprints coincides with the same trend in playbooks (see Farmer and Lesser, 'The Popularity of Playbooks Revisited', 11). 22 There is a momentary slump in the number of first editions which is harder to explain: in the 4-year period from 1608 to 1611, the number of new playbooks drops to an average of 10.5 per year, whereas the average yearly number in the preceding 14 years had been more than double, with 23.1. Given that the number of reprints in the corresponding years did not decrease but was, if anything, higher than average, we have no other explanation to offer than that new material which publishers considered worth publishing was temporarily in short supply. 23 Blayney, 'The Alleged Popularity of Playbooks', 49. For Rider's index, see STC, vol. 3, Blayney, 'The Alleged Popularity of Playbooks ', 48. peak. It more than doubled from the preceding 10-year period and then significantly decreased (by almost thirty per cent) over the next 20 years.
Blayney's figures 25 further allow us to compare the number and market share of poetry books and playbooks. The total number of poetry books, and thus also the market share of poetry books, is almost three times (and the number of first editions of poetry books more than three times) that of playbooks. In every 10-year period, there were at least twice as many new poetry books as there were new playbooks. Significantly, the evolution of the market share of poetry books over the 40-year period runs in parallel to that of playbooks: in the first 10-year slice, the market share is at its lowest and in the second it is at its highest, before decreasing in the third and fourth. We might have expected that a slump in the market share of one genre would be offset by a peak in the other, but this does not seem to have been the case. Rather the demand for poetry books and playbooks appears to have run roughly in parallel.
Given that our 'poetry books' form a generically capacious category, ranging from devotional verse to epyllia, from the epic to epigrams, and from single-authored collected works to miscellanies, whereas Blayney and Farmer and Lesser confine the category of 'playbooks' to that of plays written for performance in front of paying customers, the differences in market share between poetry books and playbooks may not be very surprising. In fact, the market share of poetry books seems to have been closer to that of sermon books than to that of playbooks. Farmer and Lesser calculated that the market share of sermon books from 1606 to 1640 was 9.8 per cent, and Blayney has arrived at a slightly lower figure of 8.9 per cent for the period from 1583 to 1640. 26 If these figures are correct, then the market share of sermon books must have been somewhat lower than 8.9 per cent from 1583 to 1606 given that Farmer and Lesser arrive at a higher percentage by excluding those years than Blayney did by including them. 27 The market share of sermon books from 1583 to 1632 according to , a fraction which is higher, but not much higher, than the market share of poetry books (7.85 per cent) during the same 40-year period. 28 The popularity of printed sermons in the early modern period has long been established. 29 More generally, it is well known that religion is the subject to which the greatest share of early modern books was devoted-considerably more than to what we now call 'literature' 30 -and Ian Green has shown that sermons constituted the second most popular genre of religious titles after treatises. 31 Remarkably, it appears that the market share of poetry books from 1583 to 1622 was not much lower than that of the highly popular sermon books.
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The preceding paragraphs shed light on the popularity of poetry books as a generic group by examining how often stationers decided to invest in them and calculating the market share for which they accounted. Yet if we are interested in how well poetry books sold once they were in print, we need to focus not on the total number of editions and market shares but on reprint rates. 33 As Farmer and Lesser show, playbooks were less popular as a generic group than sermon books insofar as fewer editions of playbooks were published and sold than of sermon books; yet, playbook titles were more popular, on average, than sermon book titles insofar as the former have a considerably higher reprint rate than the latter. Blayney and Farmer and Lesser have examined reprint rates for printed plays, and it is instructive to compare their figures to ours for printed poetry (see Table 3 ). Blayney has counted the number of professional plays first printed from 1583 to 1642 and the number of plays among them that were reprinted within 25 years. He divides the 60-year period into slices of 20 years, allowing us to compare his figures for 1583-1602 and 1603-1622 to ours. 35 As Table 4 shows, over the 40-year period, the reprint rate increases for printed plays and poems alike, but, significantly, the rate is much lower for poems than for plays, 27.1 per cent as opposed to 49.3 per cent. What that means is that only a little more than one poem (or collection of poems) in four was reprinted within a quarter century of original publication. Farmer and Lesser focus on a slightly different time window, 1576-1625, and use a somewhat different methodology when examining reprint rates: whereas Blayney focuses on play texts, Farmer and Lesser are interested in playbooks. 36 Consequently, when a new edition of a play first published separately appears in a collection, it is counted as a reprint by Blayney, but not by Farmer and Lesser, given that the new edition is part of a commercially very different playbook. For printed poetry, the same distinction is important. For instance, many poems by John Taylor, the 'Water Poet', first appeared separately in quarto or octavo before being integrated into the folio collection of All the Workes of John Taylor the Water Poet in 1630. If we apply Blayney's parameters to printed poetry, Taylor's earlier, separately published poems receive a reprint in the 1630 Folio, but if we apply Farmer and Lesser's, they do not. According to our figures, almost 50 printed (collections of) poems which first appeared between 1583 and 1622 were reprinted within 25 years but were so within substantially different poetry books. We apply Blayney's methodology in our count of printed (collections of) poems in Table 4 (and thus include these reprints), and Farmer and Lesser's in our count for Table  5 (and thus exclude them, which reduces the number of poetry books reprinted within 25 years to 142). This is what chiefly accounts for the higher reprint rate of printed (collections of) poetry in Table 4 above (27.1 per cent) than in Table 5 below (19.7 per cent).
To examine the 'relative' popularity of playbooks, Farmer and Lesser compare the reprint rates for first editions of playbooks to those of sermon books and speculative books (i.e., books published for sale in bookshops) over periods of 5, 10, and 20 years respectively. 37 What emerges if we compare their figures to ours (Table 5) SHAKESPEARE AND THE POPULARITY OF POETRY BOOKS sermon books and speculative books more generally but were far less likely to reach a second edition than playbooks. For just under one poetry book in five was there sufficient demand for a reprint within 20 years of original publication, a fact we will need to remember when we return to the question of the popularity of Shakespeare's printed poems below. We have acknowledged above that our 'poetry book' category is capacious and ranges from slim pamphlets of occasional verse to major works in folio, so the question arises whether the average poetry book can be compared to a playbook or a sermon book. The price of books depended on their number of sheets; 38 short books were cheap to produce and, since they were inexpensive, yielded small profits or resulted in small losses if they failed to sell. With long books, in contrast, publishers took greater risks and, if the books sold, reaped greater benefits. Knowledge of the scope of books thus provides important information about their risk-profit relationship. We have been able to examine the sheet length of 687 of the 701 poetry books published between 1583 and 1622, and the average number of sheets per poetry book comes out at approximately 8.3. This number is skewed by some unusually long books: Edward Fairfax's translation of Torquato Tasso's Gerusalemme Liberata (1600), Sir John Harington's translation of Orlando Furioso (1591, 1607), Thomas Heywood's Troia Britanica (1609), and Sir Arthur Gorges's translation of Lucans Pharsalia (1614) all amount to more than one hundred sheets (i.e., more than four hundred folio pages). At the other end of the spectrum, we have a significant number of slight pamphlets: about 200 titles are books of three-and-a-half sheets or less, and the median length of our poetry books is no more than five sheets. The typical poetry book has somewhere between three and eight sheets (approximately 380 of the 687 books are in that range). The median length of poetry books is thus clearly inferior to that of professional playbooks (9.5 sheets), but not much inferior to that of sermon books (6.5 sheets).
39
It thus turns out that in several respects-market share, reprint rates, and median length-poetry books functioned in the book trade more like sermon books than like playbooks. At the turn of the century, their market share amounted to about 11 per cent of books published for sale in bookshops, a remarkable fraction given the broad range of subjects covered by the book trade, from religion, law, medicine, education, science, geography and history to information and news, not to mention the other main genres of literature, drama and prose fiction. Yet the interest in most of these poetry books was not great enough for them to reach a second edition. 40 Perhaps what made investment in a poetry book desirable for a publisher, then, was not the prospect that it would become a bestseller, which was 38 On 19 January 1598, the Stationers' Company passed an ordinance according to which 'all books being new copies which hereafter shall be printed, without pictures, in the pica (the Roman, the Italica), and the English letter (and the Roman and Italica to the same), and the brevier and long primer letters shall not be sold above these rates following, viz.: Those of the pica (Roman, Italica), the English (and the Roman and Italica to the same), to be sold not above a penny for two sheets' (quoted in Francis R. unlikely, but the popularity of the genre as a whole (as suggested by its market share) and the steady supply of new material for which a sufficient-if not greatnumber of customers could be found. That a playbook would reach a second edition was about twice as likely as a poetry book, even though considerably fewer playbooks were published than poetry books, an apparent paradox which Farmer and Lesser have attempted to explain in terms of supply. 41 Given the high number of early modern plays we know once existed but failed to reach print (there are more than 550 of them, 42 and many more must have existed of which no trace has survived), we find it hard to believe that there was a time when the theatre industry produced fewer play texts than stationers would have liked to publish. 43 Although there were fewer plays being written than sermons, there must always have been more plays reaching the playhouses than impacted on the book trade.
However, many plays disappeared from the theatres after a short run of performances, giving a publisher no reason to invest: lack of popularity in one medium (the stage) did not promise popularity in another (the printed page). 44 Conversely, if a play was so popular in the theatre that it promised to remain in the company's repertory, a publisher had good reasons to invest. What appears to have been in short supply, then, was the right kind of plays, those which were successful enough in the theatre to return to the stage in revivals. For publishers, these had an advantage other books did not have, namely free publicity offered by performances in the theatre and the playbills advertising them. This may explain why the reprint rate of poetry books is roughly the same as that of sermons and speculative books in general but clearly inferior to that of printed plays: whereas plays could profit from their continued visibility and popularity in another medium, poems, like sermons and other printed texts, could not. 45 
Shakespeare's and Contemporary Poetry Books
The preceding examination of the popularity of poetry books in the book trade now allows us to contextualize more fully the dissemination of Shakespeare's poems in print. We have seen that far more poetry books than playbooks were published, but that they were less likely to be reprinted. It is striking how badly these patterns correspond to the case of Shakespeare, who had only four poetry books published up to 1622 as opposed to 20 playbooks, yet three of those poetry books were reprinted and went through not just two but three or more editions. His poetry books thus account for less than one per cent of the 701 first editions of poetry books published between 1583 and 1622. If we include reprints, his total is 22 editions by 1622, which corresponds to 2.15 per cent of the 1021 poetry books published. Even if we focus on the 10-year period from 1593 to 1602, when the popularity of Shakespeare's poetry was at its peak, he accounts for no more than 13 of the 284 poetry books published, meaning less than one book in twenty. In contrast, Shakespeare's playbooks constituted 'more than a sixth of the playbook editions published between 1594 to 1616 and more than a quarter of those published between 1594 and 1602'. 46 As a dramatist, Shakespeare easily out-published all his contemporaries, yet quite a number of his contemporaries had far more poetry books published between 1583 and 1622 than Shakespeare, not only a well-known poet like Michael Drayton, but also George Wither (with 30 poetry books), Nicholas Breton (40), John Taylor (42), and Samuel Rowlands (51). In terms of the fraction his books represented of the total output of their genre, Shakespeare's poetry books, contrary to his playbooks, never came close to dominating the market.
If we look at the popularity of Shakespeare's poetry books as reflected by the number of their reprints, a very different picture emerges. Of the 701 poetry books first published between 1583 to 1622, 142 were reprinted within a quarter century of publication, 47 receiving a total of 307 reprints during this period. The average number of reprints within 25 years of publication of the 701 poetry books is thus 0.44. As for Shakespeare, he had four poetry books published, and the number of reprints they received within 25 years is 10 (Venus and Adonis), 5 (The Rape of Lucrece), 2 (The Passionate Pilgrime), and 0 (The Sonnets), so a total of 17 and an average of 4.25. In terms of their reprint rate, Shakespeare's poetry books were thus vastly more successful than poetry books in general.
It is therefore useful to consider the other poetry books that went through a similar number of editions before 1640. 48 Several top-sellers are satirical works. George Wither's Withers Motto (1621) and Abuses Stript, and Whipt (1613) were both reprinted seven times in rapid succession, suggesting an intense and short-lived popularity, distinct from the longevity of works by Southwell, Marlowe, or Shakespeare. Samuel Rowlands's satires, The Letting of Humors Blood in the Head-vaine (1600), Democritus, or Doctor Merry-man his Medicines, against Melancholy Humors (1607) and Diogines Lanthorne (1607), also received seven reprints each but over a longer period.
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The final work to match this number of reprints is Michael Drayton's Poems (1605), making it the most popular book of collected poetry first published between 1583 and 1622. (1607) and Robert Speed's mock-heroic satire The Counter-scuffle (1621). We count seven books of poetry with four reprints, twenty-four with three, twenty-six which were reprinted twice, and seventy-two books which only reached a second edition.
54 According to our count, 556 of the 701 books of poetry published between 1583 and 1622 were not reprinted. The collected works of the Scottish poet David Lindsay were also extremely popular. First published in Edinburgh in 1568, they were reprinted 13 times between 1574 and 1634. Popular miscellanies that reached print before 1583 include The Paradyse of Daynty Devises (1576), which was reprinted seven times between 1578 and 1606, and Songes and Sonnettes, the book that became known as Tottel's Miscellany, which was reprinted nine times between 1557 and 1587. 54 Thomas Tusser's instructional poem A Hundreth Good Pointes of Husbandrie (1557) received a massive 22 reprints between 1562 and 1638 (10 of which appeared between 1583 and 1622). Edmund Spenser's The Shepheardes Calender (1579) is also worthy of mention, receiving six reprints by 1617 and an additional reprint in 1653, when it was printed alongside a translation of the work into Latin.
Comparatively speaking, therefore, Shakespeare's poetry books were extremely popular. With 15 reprints before 1640, Venus and Adonis appears to have had unrivalled success among poetry books. With seven reprints, the popularity of Lucrece is matched only by a handful of publications, and exceeds that of 98.6 per cent of the other poetry books published at the time. Scholars have often commented on the early popularity of Shakespeare's narrative poems, but we are not sure that their astounding level of success compared to the book-trade performance of other poetry books of their period has been noted, putting Venus and Adonis in first place and The Rape of Lucrece in shared fourth place of the 701 poetry books first published from 1583 to 1622. In addition, with two reprints, a feat matched by only 10.4 per cent of other poetry books, even The Passionate Pilgrime can be considered popular. 55 As for Shakespeare's Sonnets, their failure to reach a second edition was shared by more than 79 per cent of the poetry books published in the period.
In order to contextualize the success of Venus and Adonis and the lack of success of the Sonnets, it is necessary to provide an account of the popularity of generically related works from the same period. Venus and Adonis is now often described as an epyllion, 56 a prominent genre during the 1590s, which achieved notoriety for its fascination with youthful eroticism, luxury, and transgression. Georgia Brown has noted its 'extremely self-conscious' nature, describing it as a site where 'writers ostentatiously raid each other, copy each other and continue each other's work '. 57 One context of Shakespeare's success is thus a particular hotbed of literary activity.
As Brown notes, the fashion for writing miniature epic was 'born in and for the Inns of Court', and was closely tied to the writing of complaint and satire.
58 From the late 1580s, epyllia kept appearing well into the reign of James I, ceaselessly adapted by new imitators, their frequent engagement with metamorphosis being well suited to figuring cultural, social, and political change. The publication of Thomas Lodge's Scillaes Metamorphosis (1589) is usually credited with inducing the vogue; 59 however, as Tables 6 and 7 , we use italics in the right-hand column for collections in which the epyllion or sonnet sequence was included. The number between brackets indicates the 1597 (4) Christopher Marlowe (with George Chapman) 1598 (4), 1598, 1600, 1606, 1609, 1613, 1617, 1622, 1629, 1637 Henry Petowe
Hero and Leander
The Second part of Hero and Leander
(4) John Marston
The Metamorphosis of Pigmalions Image 1598 (8), 1613 (4), 1619 (8), 1628 (4) Anonymous, trans. R. S.
Phillis and Flora

(4),
1598, 1639
Henry Petowe
Philochasander and Elanira
(4) Robert Roche
Eustathia, or the Constancie of Susanna
(8)
John Weever
Faunus and Melliflora
(4)
John Beaumont
The Metamorphosis of Tabacco 1602 (8) Ovid, trans. Francis Beaumont
Salmacis and Hermaphroditus
(4), 1640
William Barksted
Mirrha the Mother of Adonis
(8) Richard Niccols
The Cuckow
(4) William Barksted
Hiren: or The Faire Greeke
(8)
Henry Austin Sidney's Astrophil and Stella, as is well known, set the trend for sonnet collections, with at least 20 more following in the 1590s and another 14 up to 1618.
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With three editions from 1591 to 1597 (of which the first was famously pirated by Thomas Newman), Astrophil and Stella was a commercial success, and so were its immediate successors: both Henry Constable's Diana, with three editions from 1592 to 1595, and Samuel Daniel's Delia, the bestseller among the sonnet collections of the period with five editions from 1592 to 1598, appeared during the peak of the sonnet writing vogue. 69 The commercial success of the earliest sonnet collections may partly explain why so many others followed in the years following them: as they were reaching second and third editions, publishers must have been keen to publish-and may even have solicited-others. Yet none of the later sonnet sequences were as successful as the earliest three. If we discount reprints in larger collections, only 2 of the 30 sonnet collections published between 1593 and 1615 received a second edition and none a third. Not until John Taylor's A Briefe Remembrance of all the English Monarchs of 1618, which was accompanied by a lavish series of woodcuts, was another sonnet collection published that would go through more than two editions. Instead, it seems to have become fashionable to 70 By having a sonnet collection published in 1609 which did not receive a single individual reprint, Shakespeare was thus in good company: almost all other individual sonnet collections published in the years before and after did no better in the book trade.
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In 1608, the stationer Robert Raworth, who had taken up his freedom on 31 March 1606, surreptitiously forged an edition of Venus and Adonis. The rights to Shakespeare's poem were owned not by Raworth but by William Leake, who commissioned Raworth to print two sermons by Henry Smith. For the title page, Leake lent Raworth the winged-skull device, 72 which Leake had also employed in 1602 for an edition of Venus and Adonis. Raworth seized the opportunity, used Leake's device to create a Venus and Adonis title page misdated '1602', and printed a whole edition which followed the one of 1602 as closely as possible. Unfortunately for Raworth, his forgery came to light, and, as a consequence, he was 'supprest' by the Stationers' Company 'for printing anothers Copy'. 73 His press was seized, and he printed no more books for the next 25 years.
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By printing Venus and Adonis, Raworth took an extraordinary risk, and the present article may help us understand why he did so: Shakespeare's poem was not simply a popular poem, but it was the best-selling poetry book of its time, going through more editions than any of the other 701 poetry books first published between 1583 and 1622. We have suggested that this is all the more remarkable as, apart from Venus and Adonis and Marlowe's Hero and Leander, very few epyllia were ever reprinted. The Rape of Lucrece, although less successful in the book trade than Venus and Adonis, was in fact another top-seller among the poetry books of the time, and even The Passionate Pilgrime went through more editions than almost ninety per cent of contemporary poetry books. As for Shakespeare's Sonnets, their failure to reach a reprint, which has often surprised scholars, may become more easily understandable if we realize that only about one poetry book in five reached a second edition within 25 years of publication, and that sonnet collections in particular were unlikely to receive a reprint: as we have shown, of the 30 sonnet collections published between 1593 and 1615, only 2 did so. Apart from shedding light on the early success or lack of success of Shakespeare's poems in print, the present article has also examined the popularity of poetry books more generally. Poetry books accounted for a considerable fraction of the commercial publications in the trade of printed books, with an average of about eight per cent in the period from 1583 to 1622 and peaking at approximately eleven per cent at the turn of the seventeenth century, the market share of poetry books thus being almost three times that of professional plays. The number of editions of poetry books rose from fewer than 10 per year in the mid-1580s to an average of more than 30 per year between 1613 and 1622. In his own lifetime, Shakespeare thus witnessed and contributed to the establishment of a significant market for poetry books in print.
